Introduction
The barrier that separates the audience from performer is a fundamental element of conventional theatrical practice. In the context of much of the avant-garde dance produced throughout the twentieth century, this invisible distinction known as the fourth wall tended to remain unbroken, aiding in the viewer's willing suspension of disbelief; the spectator became a passive observer in this ultimately rather conformist model. However, in the second half of the century, a number of avant-garde theatre makers began to reject the use of this device, with some renouncing the fourth wall entirely. Peter Handke's 1966 work, Publikumsbeschimpfung ('Offending the Audience'), is a striking example of completely plotless theatre, in which the performers address the audience directly throughout, continually reminding them that they are not watching a play, and that none of their theatrical expectations will be satisfied.
Confronting the audience is now a standard element of performance vocabulary in contemporary theatre practice; however, in the Tanztheater of German choreographer Pina Bausch, while performers regularly transgress the boundary between the stage and the audience with sudden or unexpected gestures, the fourth wall is subsequently reinstated, and the process of removal and reinsertion is repeated throughout her durational works. Bausch's approach is unique in its array of potential meanings; it transgresses the concept of audience immersion, blurring the boundaries of narrative theatre and personal interaction between performer and spectator. This article seeks to create a new framework for understanding the ways in which Bausch's work tests the limits of theatrical space, going beyond the approaches of Bertolt Brecht and Antonin Artaud, and explores the extent to which Bausch's spectator is made an active participant in the spectacle through the shifting of boundaries between fiction and (seeming) reality.
Reading Bausch's methods
Bausch's inclination to turn the house lights on the audience was an early manifestation of her subversive approach to the fourth wall, a device she used for the first time in her controversial work, Blaubart (1977) Bausch's dancers go a step further when they directly address the audience. Still more unsettling are the moments in which the performers simply make eye contact with the spectators, drawing them, not necessarily willingly, into the alternative world that they inhabit. This device is effectively employed in Two Cigarettes in the Dark (1985) , where, after declaring the respective 'prices' for different parts of their bodies, two female dancers stare directly into the eyes of nearby audience members for several minutes in complete silence. The connection is finally disrupted when one of the women shrugs, smiling, to announce that the intermission has already begun. This simple action is deeply unnerving, leading the spectator to question their role as passive observer of an action that is designed to occur within the boundaries of the stage.
David Price (1990, p.322) The title of the work, which can be translated simply as 'meeting place,' could even refer to the negotiation 'salon' of a brothel, with a warped intimacy reflected in the performers' flirtatious interactions with one another; the dancers enact a very public and at times uncomfortable quest for intimate contact. Royd Climenhaga (2009, p.66) argues that the theme of prostitution implied by the title is a metaphor for 'the prostitution of dancers on the stage', observing that the title was only chosen halfway through the choreographic development of the work. Hedwig Müller and
Norbert Servos (1979, p.69) state that this piece continues the 'stylistic development' of Bausch's method initiated in the Macbeth-Project, although they note that, in this work, 'the reality of the production of theatre activity is explored more starkly here; it becomes the defining theme of the piece'.
From the very beginning of Kontakthof, the fourth wall is broken down as the dancers consciously display themselves one body part at a time to the audience; they present themselves as if standing in front of an audition panel.
According to Climenhaga (2009) , Bausch devised the sequence by asking her dancers to present the parts of their bodies they most disliked; hair is scraped back from their faces, and each individual stands facing the audience with teeth bared in an emotionless grimace. It is a particularly Weir (2014 ) DOI: 10.14439/sjop.2014 unusual opening scene, with the dancers appearing expressionless and listless. Recalling his first experience of watching Kontakthof, Climenhaga (2009, p.69) Bausch openly confronts the complicated motivations of our desire as spectators and explores the genesis of performative acts by examining the power relations underlying representation. A woman in Kontakthof asks a male member of the audience for a quarter in order to ride the electric hobby horse on the side of the stage; this brief negotiation and her subsequent performance of sexualized passivity in which she blankly gazes at the audience as she rocks to the horse's artificial cadence expose the tacit rules of a representational economy which regards femininity as a compulsory public service.
The boundaries between the performance space and the audience are inconsistently maintained throughout this work. In the example cited above, the dancer speaks directly to the audience, requesting a favour, but in the short sequences of cruelty and spitefulness, the audience is I stand on the edge of the piano and threaten to fall, but before I do it, I scream, so that no-one can miss it, then I crawl under the piano and peek out, and do it as if I want to be alone, but actually I want someone to come to me. Photograph by Oliver Look.
Weir (2014) DOI: 10.14439/sjop.2014.0102.03 The eponymous carnations invite a dichotomous response Throughout its two-hour duration, Nelken oscillates between humour and menace. One reviewer (Grieman, 2000, p.417) has commented, 'while the humour undercut the foreboding atmosphere, in Bausch's work, freedom and play are never far from the spectre of state control'. Power play is a significant theme, and while the imagery of violence is not overtly explicit in this piece, it materialises in the increasing force necessary for creating the boundaries of power and control. This implication of violence or cruelty helps to shatter the barrier that separates performers and audience; again, Bausch is inconsistent in her use of the fourth wall as a device, leaving the audience uncertain of how real the violence being played out onstage might be.
In a startling sequence, four stunt men (their professional skills unknown to the audience) scale the back wall of the stage before leaping off from a great height, watched by a dancer who tries in vain to draw her companions' attention to a possible disaster unfolding. When she is ignored by the other members of the company, she turns to the audience, seemingly hysterical and begging for help. Here, the stunt men not only put themselves quite genuinely at risk of physical injury, but also shake the audience from their passive enjoyment of the performance. In doing so, the men also startle the ever-present dogs at the corners of the stage; as Phillippa Wehle (1984, p.417) indicates, 'the guard dogs will not let the performers cross the line between fiction and life, nor will the Master of Ceremonies'. Throughout this work, the dancers continually commit minor acts of masochism: a woman tickles a man's feet until he is nearly hysterical; another frantically chops up an enormous pile of onions that he subsequently rubs into his own eyes. Again, the powerful scent of the onions transgresses the fourth wall, entering into the realm of the spectator. Servos (2008) compares this to the theatrical technique of using onions to generate false tears; thus, this small but unpleasant gesture However, this distinctive form of dance theatre should not be considered 'immersive' performance, in the sense that Gareth White (2012) has discussed; while Tanztheater Wuppertal's shows do invite a level of intimacy between spectator and performer, they nonetheless take place within the setting of a proscenium arch, and there is a tacit understanding that the actions onstage remain theatrical rather than openly and honestly confessional. Gilpin (1997, p.175) Keersmaeker and Bel. Nevertheless, Bausch's (2007, p.10) own view was rather different; in her characteristically modest manner, she simply stated that: 'I never wanted to provoke. Actually, I only tried to speak about us'.
